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Digital technologies are becoming increasingly prevalent in the contemporary dance 
performance genre however rigorous questioning of the theatrical cohesion of live 
bodies, visual projections and digital technologies is still in its infancy. Through the 
lens of my embodied choreographic practice, utilising practice-led research 
strategies, this research examines interdisciplinary perspectives on the intersecting 
knowledge fields of choreography, the moving image, animation, installation and 
interactive technology.  
 
The creative development of Shifting Lenses, a live solo performance installation, 
has provided a testing ground for my enquiry of intersecting mediums and is the 
practical outcome of my research.  
 
There is still much undiscovered potential in terms of how the use of technology can 
assist in the transformation of our current notions of performance. This research 
points towards future research developments and the potential role of digital 
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Reconciling multiple areas of practice in my life as a Dance Artist 
 
Throughout the course of my career as a dance artist, I have often been asked to 
interact, construct and problem solve in scenarios involving digital projections, 
interdisciplinary exploration and new technologies. Many times, whilst working in a 
multi-modal way I have found myself adapting to the varied roles that are required of 
me; performer, choreographer, collaborator, designer, installation artist, video artist, 
writer and researcher. In moving forward into new areas of practice I acknowledge 
the specific nature of these varied skills and knowledges but I also question their 
applications in a broader scope of creative environments.  
 
I am interested in the notion that to create work and perform in a digital environment 
requires a unique and changing understanding of the craft, methods, skill-sets, 
methodologies and mind-sets needed to deal with these new requirements. In 
experimental environments where the mediums themselves are new and their 
boundaries and potentials are untested I engage with notions of ‘being’ and ‘doing’ in 
a multitude of ways, each adding to my understanding of what it means to learn, 
engage, perform and create.  
 
Shifting Lenses, a solo performance installation, is the experimental research 
outcome of my studio practice, presented for an invited audience for the purposes of 





Chapter 1 – Research Design 
 
In this chapter I will present my interpretive paradigm and discuss my research 
methodology and relating strategies for the work surrounding Shifting Lenses. I will 
also elaborate on the tools I have used throughout this study to collect and examine 
the resulting data from the implementation of these strategies.  
 
1.1 Interpretive Paradigm 
 
I am a full-time dancer in Brisbane’s Expressions Dance Company (EDC). Working in 
an Australian mainstream contemporary dance company over the last eight years 
has afforded me the opportunity to work consistently every day on my training, craft, 
discipline, and what I call my ‘artistry’ through regular opportunities to perform 
publicly and to participate actively in the Australian performing arts ecology. My 
undergraduate training at QUT Dance afforded me access to fundamental practical 
and theoretical knowledge of dance and other disciplines and I have continued to 
learn on the job within the industry in my work as an independent artist for five years 
from 2003 to 2008, and in my time with EDC since 2008.  
 
As a contemporary dance artist, I have by default adopted the constructivist attributes 
of the discipline yet my practice of meaning-making extends to include a very 
practical, participatory and collaborative perspective not only reflected in the 
choreographic and performance aspects of my practice but also in my activities as an 
audience member and researcher. My personal practice embraces the epistemology 
of critical subjectivism and prioritises knowledge derived from the body and 
experience, my shared connections and experiences with others, and a practical, 
dialogical learning that I have accumulated over time. The Practice-led research 
paradigm and reflective learning practices sit comfortably within my notions of 
learning and acquiring knowledge.  
 
I have had a western middle class upbringing subject to mild feminist influences. I 
identify with the ontology of relativism whereby reality exists according to our 
conceptual, social and experiential constructs however the ontological influences of 
my artistic practice mean that my beliefs are also informed by participative realism. 
My age and relationship with technology would suggest that I am part of generation 
Y, who would appear to be adept at communicating and interfacing with daily tasks 
and others via digital means. 
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1.2 Methodology   
 
I have embraced practice-led research, reflective practice and interdisciplinary 
perspectives as the main methodological strategies in this research. These bodies of 
thought have helped to frame my research enquiry as well as reveal new 
understandings from within my practice and in turn, suggest how my work relates to 
the work of others within a broader context.   
 
1.2.1 Practice-led Research 
 
As I begin to explore the notions of my interpretive paradigm and attempt to situate 
my disciplinary perspective within broader research territories, I am reminded that the 
practice-led research paradigm is itself, emerging.  Growing out of such theories as 
post-structuralism and post-modern capitalism and following on from a notable ‘turn 
to practice’ in the late-twentieth century “… it became clear that practice-as-research 
had the potential to trigger fundamental and radical challenges to well-established 
paradigms of knowledge making…” (Kershaw, 2009, p. 2)  
 
Such is the human experience that we learn most effectively through an active 
process of doing. It is our reflection on that experience and the forming of a dialectic 
relationship between the reflection and the ‘doing’ that forms the model of learning at 
the foundation of the practice-led framework. (Riley, 2004, p. 61) 
 
It is important to acknowledge the multiple terminologies with which practice-led 
research has become associated. ‘Practice-based research’, ‘Practice-as-research’, 
‘studio research’ and ‘practice-integrated research’ are a notable few. ‘Practice-led 
research seems to be an accurate and flexible term. Many of these terms have 
become interchangeable describing the subtleties of the processes with which 
practitioner-researchers engage. (Haseman, 2007, p. 147) Research questions, 
problems, challenges and ideas for investigation are identified through the practice 
and are sympathetic to the requirements of the practitioner(s) and their practice(s). 
Often referred to as the ‘performative research paradigm’, Haseman states: 
 
“…[Practice-led-research] asserts the primacy of practice and insists 
that because creative practice is both ongoing and persistent; the 
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practitioner researchers do not merely ‘think’ their way through or out of 
a problem, but rather they ‘practise’ to a resolution” (2007, p. 147) 
 
There has been much debate since the rise of practice-led research as to the 
methodological rigor of practice-led strategies. (2007, p. 147) The nature of creative 
practice does not fit neatly into traditionally accepted notions of research. In creative 
practice, the relationships between ‘process and ‘product’ are often irregular and 
variable, and this becomes problematic compared with conventional methodologies: 
 
“…A much more fundamental problematic is raised by creative 
practice-as-research because … its procedures mount a paradigmatic 
challenge to modernist rationality and classical science”. (Kershaw, 
2009, p. 13) 
 
I agree with Howard Riley (Riley, 2004, p. 61) in his estimation of the “power of the 
constructivist paradigm when adapted to the model of learning based on the dialectic 
relationship between practice and reflection upon practice.” Practice-led strategies, 
with their potential to unlock experiential knowledge, offer powerful and engaging 
alternatives to conventional research. 
 
At the heart of practice-led research is a fundamental questioning of the relationship 
between research and practice. “Practice raises questions that can be investigated 
through research, which in turn impacts on practice” (Gray & Malins, 2004, p. 1) 
Furthermore, it questions the usefulness of this perceived external or theoretical 
knowledge to the practice itself. Some argue that knowledge is external to, or resides 
outside the artistic and design processes often because the practitioners do not, 
generally share the knowledge base from which their processes have arisen. (Till, 
Mottram, & Rust, 2005, p. 1)  
 
Inherently, research aims to make its outcomes and methods transparent, therefore 
practice-led research will have an important role in closing the knowledge gap 
between those inside and those outside of the discipline to whom the research is 
disseminated. (Till, Mottram and Rust, 2005 p. 1)   
 
1.2.2 Critical Reflection – Unlocking Hidden Knowledge 
 
Although as an artist I engage with a choreographic and movement based practice 
often from a purely physical and visual perspective I am aware that there is a deep, 
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intuitive undercurrent of artistic questioning and critical reflection that takes place 
within my studio practice. Theories arising from the concept of critical reflection upon 
one’s practice and the term “the reflective practitioner”, developed by Donald A. 
Schön (1983) illuminate my understanding of the intangible, hard-to-articulate 
experiences and processes that are at work within my artistic practice.  
 
Although Schön’s theories arise from his research in the fields of education, learning 
systems and philosophy, they have been adopted in a wide range of professions. 
(Smith, 2001) His questioning of the relationship between professional knowledge 
and practice provides significant insight into the artistic methodological context, and 
specifically to a practice-led dance research context.  
 
Schön’s theories help to explain how the inherent, non-verbal professional 
knowledge base that we develop as practitioners can intersect with the world of 
theory: “At the heart of reflective practice is the process of becoming aware of the 
knowledge that informs our practice - making it more visible." (Thompson & 
Thompson, 2008, p. 12)  
 
The seemingly difficult task of formalising this implicit knowledge residing within the 
body, and within choreographic and performative processes is of key interest in my 
research. Thompson and Thompson suggest that by building reflective thinking into 
our practice we are more likely to see the connections between theory and practice 
and also how our understandings are shaped and guided by what may previously 
have seemed to be an ‘invisible’ knowledge base. (2008, p12.)  
 
‘Reflection-in-action’ is the first of two distinct reflective actions. "[Reflection-in-action] 
refers to the thinking we do while actually practicing, a sort of thinking on our feet". 
(Thompson & Thompson, 2008, p. 16) My choreographic process is intuitive, using 
heuristic methods such as improvisation and accumulative non-linear approaches to 
movement creation. I often sense that the form and content are revealing themselves 
from some kind of subconscious place. It is this information extracted through the 
creative process itself that is rich with experiential, kinesthetic and emergent ‘data’ 
that offers unique research perspectives. (Stock, 2000, p. 8) 
 
[Reflection-on-action] refers to thinking that occurs after the event, that is, “where we 
later review our experience, make sense of it, try to learn from it and so on". 
(Thompson & Thompson, 2008, p. 16). In a dance context the conscious, explicit 
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understandings that one has about their own work, and the broader context in which 
their work exists, comes about through a process of reflection-on-action. 
Ideally, these two modes of reflection should intersect, setting up the integration of 
both theory and practice in a cyclic process whereby “practice is informed by theory 




1.2.3 Interdisciplinary Perspectives in Practice-led Research 
 
In my research I have invited interdisciplinary elements into the creation process, as 
tools for articulating different perspectives on my existing practice. Thus, as I engage 
in a practice-led enquiry in areas outside my discipline, I attempt to contextualise my 
approach within a broader conceptual framework.  
 
In understanding the interdisciplinary environment as a platform for the creation of 
new artistic work and as a basis for practice-led enquiry, it has been helpful to 
examine disciplinary perspective as a theoretical construct. ‘Disciplinary perspective’ 
loosely implies that each discipline has a characteristic view or perspective according 
to the specific reality with which it is interested or concerned.  “A discipline’s 
worldview or ‘perspective’ is a lens through which to view reality”. (Repko, 2008, p. 
53) In interdisciplinary contexts, due to the nature of diverse fields converging or 
coming together, there is likely to be a significant level of interaction between and 
within each discipline, suggesting a multi-dialogic approach. This is the nature of 
multidisciplinarity; “All of the disciplines contribute to that integrated understanding, 
but it is not ‘owned’ by any of them”. (Repko, 2008, p. 56) In an artistic context the 
artifacts or actions created by the collaborating artists can be of equal dialogic and 
relational importance, not merely the artists themselves. In this way a collaboration 
can be viewed “as a multi-way conversation: with materials, with the body, with 
places, with memories and later with others who encounter the work’. (Karczag, 
2003, p. 13)  
 
In interdisciplinary research, the application of integrative knowledge may become 
useful. “[Interdisciplinary knowledge] (1)…draws critically on disciplinary insights, and 
(2) it integrates these to produce an interdisciplinary understanding”. (Repko, 2008, 
p. 130) The latter involves a process of integration. In interdisciplinary situations this 
may mean firstly identifying the specific disciplinary elements relating to a particular 
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idea or issue (brought into focus by the research), then identifying the conflicting 
insights and finding ways to resolve and assimilate them). In this way separate 
disciplinary ideas become an integrated whole, forming new knowledge, constructed 
from multiple perspectives. (2008, p. 130) 
 
 
1.3 Tools and Research Design 
 
I arrived at the beginning of my research practice, not with a specific question, but a 
series of tensions, desires and even what could be described as ‘ruptures’ within my 
choreographic practice. These are recurring thoughts or phenomena and are often 
unexplainable, rousing my interest or stimulating me to ask questions. This 
questioning or deeper thought process materialises from the work itself.  
 
My research strategies are the purposeful, explicit and designed steps that I 
undertake in order to reach that end vision or objective in keeping with the research 
question.  The research question and the creative work share similarities. They are 
each emerging and gather more clarity through the very act of ‘being’ in the practice 
and ‘doing’ the work itself.  This clarity is teased out of both the content itself and by 
my expanding consciousness of the areas of focus. I use different documentation 
tools such as concept maps, written passages or voice/ video recordings in order to 
capture these initial thoughts. I begin quite instinctively and without inhibition (where 
possible) to create things; movements, improvisations, videos, sound, objects, and/or 
relationships between these elements. My awareness may shift, develop, change, 
grow or expand through the application of my tools, to the strategic process. In other 
words, the tools are the fundamental actions of my creative process and they are 
implicitly interwoven into my strategies in order to a) move towards an outcome, b) 
encourage the emergence of the research question and c) encourage awareness 
and articulation of new areas of learning and understandings.  
 
1.3.1 Studio Practice  
Thinking, playing and collecting 
 
My studio practice is a testing ground. I spend a lot of time thinking in focused way, 
reflectively and reflexively in and across the concepts of interest. I then begin a 
process of experimentation, with all of the mediums available to me. This is a process 
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of collecting relevant material.  I approach this playfully, and encourage spontaneous 
responses to the initial starting points, which may or may not be immediately useful.  
 
“Play serves learning through experimentation without risk. Play often 
lacks any immediately obvious aim, other than the pursuit of stimulation, 
but functions almost instinctively to serve the process of development.” 
      (McCullough, 1996, p. 223) 
 
 
Questioning As a Way of Directing Attention 
 
At the end of each creative session I may be inspired by the resulting artefacts to 
question their meaning, nature, or purpose according to different frameworks. After 
reading Edward de Bono’s Six Frames For Thinking about Information, I adapted his 
overarching schema into my own process for reviewing my work. De Bono offers a 
framework for focusing our attention in order to make sense of the information that 
we are given. His six frames are designed to assess information according to the 
aspects of accuracy, bias, interest, relevance, value and perspective to provide 
simple tools for directing our focus and experiencing information. (De Bono, 2008, 
pp. 1-6) I have adapted his framework into my own process which consists of asking 
myself a series of questions that direct my attention in a conscious manner, like a 
magnifying lens, back over what I produce in each studio session. This allows for a 
more multi-faceted understanding of the potential of each of these raw forms, and 
how they might interact with one another. I ask questions like:   
 
Are there any inherent relationships between these outcomes?  
Do they relate or speak to one another, either in similarity or in opposition? 
What medium will best serve this thought or expressive notion?  
What relationships could an outsider potentially see in this artefact? 
What are all the possible ways in which this outcome could be perceived? 
What is my relationship with this artifact? Do I find it interesting?  
 
I see these questions not only as tools to help me step outside of my perspective as 
maker, but I also see them as a process of quality control or test in which these initial 
ideas and artefacts need to pass in order to justify my further attention and 
development.   
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Action Research Cycles 
 
If the results of my questioning process throw up concepts and notions that are 
particularly unanswerable I need to engage in further research. Research by means 
of reading, writing and talking to others is useful in forming understandings of how 
these experiments or thoughts, even if only half formed, might interact with other 
existing works, methodologies or bodies of thought. If material arises which is 
ambiguous, new, confusing or provocative and especially difficult to process due to 
these characteristics, I will often engage in further research as a tool to contextualise, 
analyse and (in generally only a few cases), reconcile these occurrences in my 
practice.  
 
My research is in a constant dialogue with my practice, responding dynamically to the 
demands of the work. This gathered additional information consequently feeds back 
into the work itself either at an intrinsic and subtle level of understanding, or could 




Testing, Refining and Shaping 
 
At this stage I begin to select some of the existing products of my exploration and 
repeat them, test them out, manipulate them, adapt them, rehearse them, try them in 
different contexts or mediums and sometimes even scrap them. At the same time 
questioning: how does this align with my overarching interest or tension? Is this 
articulating or shedding light on either the area of focus or the bigger picture, or are 
these developing notions helping to facilitate the emergence of the research 
question?   
 
This testing, refining and shaping stage of development is accompanied by both 
extrinsic and intrinsic forms of documentation, depending on the tools that I apply to 
capturing the information that has arisen. The documentation could take place in the 
form of video, sound, text, plans, scores or designs and sometimes the 





Sharing, Communicating and Presenting 
 
I make a conscious choice to invite others to be a part of my process. At first there 
may be a process of language building particularly if the practitioner is from a 
discipline that is unfamiliar to me. A method of communicating across these 
unfamiliar territories needs to be established to facilitate meaningful exchange. For 
example, when I started to experiment collaboratively with animator Paul Van 
Opdenbosch, the field of animation was unfamiliar to me. My tool in overcoming this 
barrier was to enrol in an undergraduate unit at QUT entitled Animation History and 
Practices. In progressing through a series of lectures where I exposed myself to the 
conceptual underpinnings of the animation discipline I was able to begin to 
understand and form a language from which I could communicate with an animator in 
an interdisciplinary way.  
 
I also invite the perspectives of others outside my practice such as my peers or 
supervisors to observe my studio developments or take part in them in an 
experiential way as in a workshop, informal showing, lecture or discussion. From this 
dialogue with others my focus and attention is redirected by either concepts or 
content that has been layered with new understandings as a result of this sharing. 
They present new leads to follow or threads to retrace back into the work or out into 
new areas of discovery.  
 
 
1.3.2 The Practice/ Research dynamic 
 
I would describe my process of engaging in a choreographic practice as both a 
reflective and reactive process. Development occurs on a continuous timeline, each 
iteration informing the next, fed by a multitude of information from reading about, 
talking to, participating in, writing about or experiencing the works of others with 
whom my work shares a commonality of interest.  
 
My studio practice feeds from this external data and then branches out in multiple 
directions in the form of creative play, experimentation, imagining, testing, content 
generation, and critical reflection. Much of what is produced reflects upon or reacts to 
these contexts, ideas and concerns. The output is growth or learning generated by 
the practice itself, which can drive further questioning and development.  
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            Figure 1 Diagram Practice-Led Research Action Inquiry Cycle 
 
 
1.3.3 Personal and Dialogic Perspectives –  
  Interviews and Data Collection 
 
In a departure from traditional arts research models and moving more towards an 
interdisciplinary framework I, like others conducting interdisciplinary performing arts 
research have experienced a desire to borrow qualitative based research 
approaches from the fields of humanities and some areas of science in devising a 
system of data collection.  
 
Traditionally arts research puts the artist at the centre of the research, a kind of ‘hero’ 
whose subjective view of their own work and how it intersects with the work of others 
is determined by a system of self-analysis and a predominant focus on one’s own 
creative process. This formulation of theory comes from an implicit ‘inside - out’ 
perspective of one looking out from within one’s creative practice and deals with the 
articulation of inherent knowledge that exists within the artist’s practice.  
 
Audience interviews were conducted after the Shifting Lenses performance events 
and this data is integral to my research in terms of developing my own 
understanding, as researcher, of the ways in which my work is viewed and received. I 
 11 
recognise that although I am required to report subjectively of my experiences, the 
kind of information that I am seeking is beyond the scope my own personal 
perception. I also understand that I cannot possibly begin to speak with authority of 
the thoughts, feelings, reactions and judgments of others. And yet, as my intuition 




1.3.4 Choreography, Digital Technology and Performance –  
  An Expanding Notion of Choreography 
 
In the more traditional contexts in which I have learned the craft of choreography, I 
would consider my choreographic practice to have developed as the medium through 
which to express and communicate ideas using both codified and more subtle, 
kinaesthetic and abstract movement vocabularies. This practice involves the 
development of what I call the ‘micro’ level concerns in choreography; of steps, 
sequences of movement, dynamics, shape, momentum, spatial orientation, 
interactions between bodies and structures of representation.  More recently 
however, or perhaps developing in parallel with these activities, I have followed an 
interest in the cross-pollination of these choreographic elements with other less 
traditional modes of presenting or framing these vocabularies.  
 
My interest in the relationship between the body, movement, the digital projected 
image, technology and installation has led me into an expanded awareness of 
choreography that represents potential for sustained development in a broader 
context. In this realm, the notion of choreography is ‘macro’ in its orchestration of all 
of the elements; the body, the design of the installation space, the use of digital 
imagery, of sound, objects, the interactive digital components, and their relationships 
with one another. These interconnecting parts promise rich and complex explorations 
concerned with the discovery of how these forms operating together can become a 












1.3.5 Incorporating Technology - A New Perspective on ‘Craft’ 
 
In my practice I have moved towards alternative methods of presenting material, 
often engaging with digital technologies as both tools and as mediums that I shape, 
direct, and manipulate within my work.  If I were to think of my practice as a kind of 
‘craftsmanship’ where traditionally craftsmen developed highly honed specific skills in 
working with a particular medium, my practice could be said to be an accumulation of 
the necessary mindsets and physical skills needed to become accomplished or 
skilled.  Interestingly the word ‘technology’ in Greek translates as: ‘the study of skill’:  
 
“It [technology] is order imposed on skill, and it is also the apparatus 
derived from applying the results of study. Technique is a method of 
doing something, possibly skilled, possibly using technology… …it 
could be safe to say that given ubiquitous technical examples such 
as oil painting or motion pictures, technology can become a medium, 
or at least the basis of a medium."  
      (McCullough, 1996, p. 21) 
 
In Malcolm McCullough’s Abstracting Craft; The Practiced Digital Hand, he speaks of 
the idea that humans, who have forever engaged in traditional crafts, are finding 
parallel experiences of tools, mediums and creative processes within the digital 
realm:  
 
“ In digital production, craft refers to the condition where people apply 
standard technological means to unanticipated or indescribable ends. 
Works of computer animation, geometric modelling, and spatial 
databases get "crafted" when experts use limited software capacities 
resourcefully, imaginatively, and in compensation for the inadequacies 
of prepackaged, hard-coded operations."  
                       (McCullough, 1996, p. 21) 
I seek to find, explore and apply existing technological processes as a means of 
supporting the content, conceptual concerns, and presentation of my ideas. I am 
searching for new and experimental relationships between the mediums that I 
employ; between digital projection and the body, between motion capture and digital 
abstraction; between interactive components and movement vocabularies and 
between the performance design and the method of delivery to an audience. All are 
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careful considerations at every stage of my process and this plays out in the act of 
creation or craftsmanship, developed over time.  
 
 
1.3.6 Installation – A Presentation Medium 
 
When presenting my exploratory work with the body, choreography and digital 
technology, the traditional medium of the theatre is restrictive in its inherently two 
dimensional representation of performative elements. Installation however, borrowed 
from the visual arts tradition, has provided me with a platform which seems to 
intuitively invite and scaffold the variety of forms, materials and content I am 
interested in presenting. I am drawn to its potential to alter the perception of time and 
space and I am interested in the meaning-making potential of the relationship 
between objects and images and their relationships to one another and the space 
they inhabit.  
 
I am also interested in the way installation can be inclusive of multiple disciplines, 
and that the viewer can experience these elements as they unfold over time within 
the same space as the work itself, and in the case of performance installation, within 
the same space as the performer. The installation medium offers an opportunity for 
me to interrogate relationships between the viewer, the performer, and the other 
digital and non-digital elements in the installation space.  
 
1.3.7 Motion Capture Studies - A Collaborative and  
 Investigative Tool 
 
The opportunity to experiment with motion capture technology has served my 
practice in a number of ways. At the beginning of my research I sought to expose my 
practice to a new discipline or area of study in order to invite new perspectives to my 
work. I established a connection with animator Paul Van Opdenbosch and together 
we used the process of creating three motion capture studies as collaborative and 
investigative tools for uncovering further working processes, methods of capturing 
movement, and discussing our work. 
 
The motion capture suit provided me with physical information about the synergies 
and relationships between key pivot points, the joints and bones, and the markers 
from which the motion capture technology triangulates its information.  (Menache, 
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2011, p. 2) Wearing the Xsens technology comes with its restrictions as the sensors 
can sometimes intrude upon various movements of the body.  
 
As a tool for communication and collaboration, the motion capture process provided 
us with an intermediary point existing somewhere in the middle of our two disciplines. 
It was an opportunity for us both to use our skills; yet it stood sufficiently outside of 
our respective working processes, allowing for mutual discoveries to be made.  The 
experience of playing, interacting with, developing and being directly engaged with 
new digital processes and technologies has contributed to my expanded 
understanding of motion capture, its uses and relevance to both animation and my 
practice. I will talk specifically of the abstract generative animations resulting from our 
collaborative investigation in Chapter 3.  
 
1.3.8 The Case study – A Research tool 
 
I came across two significant bodies of work from the history of moving images and 
animation. I decided to use a case study model as a tool for engaging in further 
research of particular concepts and the subsequent practical enquiry.  I was firstly 
interested in Chronophotography, a forerunner to moving images, and secondly the 
work of Canadian filmmaker Norman McLaren who’s animated film Pas de Deux 
(1968) also connected with the concept of chronophotography. 
 
I chose Pas de Deux for in depth investigation and this analysis became a guide in 
my decision-making process and influenced the methods, mediums and structure 
















This literature and contextual review consists of research across areas of 
chronophotography, the moving image, live performance, digital technology and 
computing, installation, and the immersive and experiential theatrical experience. 
These areas of thought intersect with concerns that have arisen from my practice and 
in turn have informed my practice through the articulation of these understandings in 
relation to my work.  
 
 
2.1 Chronophotography  
 
Two men were pioneers of chronophotography in the nineteenth century. They were 
Eadweard Muybridge (1830 – 1904) and Étienne-Jules Marey (1830 – 1904). Both 
used photography to “capture and display the stages that comprise the continuum of 
movement”. (Bukatman, 2006, p. 87) 
 
Muybridge, a landscape photographer was commissioned to provide photographic 
proof that all four hooves of a horse left the ground whilst galloping. He devised a 
system where several cameras fired in rapid succession by a series of tripwires 
triggered by a galloping horse.  He then used a cylindrical device called a zoetrope to 
view the images. The outcome was a film-like representation of the sequential 
galloping movements of a horse. 
 
People had never seen such images. This was new and groundbreaking knowledge 
that would influence in time, a whole new trajectory of innovation. What was exciting 
was that it shifted the viewer’s perceptions of time. Bukatman, (2006) states that 
these pictures showed: 
 
“… the clearly delineated sequence of movement which 
demonstrated the camera’s astonishing  ability to register what the 
human eye could not.”   






As you can see in Figures 2 & 3, Muybridge displayed his images in a grid: 
        
Figures  2 & 3   Images by Eadweard Muybridge 
 
 
Muybridge’s work broke both pictorial conventions of the time and also offered new 
thought around the quantification of movement and time.  
 
“The organisation and display of recorded moments projected the 
sense of temporal continuity and its relentless rationality, but it also 
incontrovertibly showed that time could be fractured” (2006, p. 89) 
 
Marey’s, work was equally as innovative. He developed a camera system where a 
rotating disc captured a series of exposed images on a single photograph, allowing 
the viewer to experience the passage of time in one single image. Like Muybridge he 
also captured a simple movement patterns segmented into smaller parts, however 
his presentation was unique.  
 
           
 Figures 4 & 5 Images by Étienne-Jules Marey   
 17 
         
 Figures 6 & 7 Images by Étienne-Jules Marey   
 
Marey displayed the images transposed on top of one another in a single frame 
which gave them a metamorphic, ethereal quality, compared with Muybridge who 
stayed closer to pictorial convention. Both however displayed a profoundly new 
experience of time, space and movement. (2006, p. 88) 
 
These ideas influenced the future development of cinema and the methodological 
practices of generations of animators and filmmakers. These concepts represent 
fundamental aspects of the field of moving images. Please refer to appendix 1 for 
examples of chronophotographic influences on contemporary moving images and 
animation. 
 
2.2   Digital Image in Contemporary Dance 
 
In this section I will be discussing three particular works that deal with the digital 
image in contemporary dance in terms of pre-recorded visual projection, interactive 
digital projections and the cohesion of live and digital elements. 
 
 
2.2.1 Pre-recorded Visual Projection in Performance –  
  Akram Khan’s Desh 
 
The Honey Bee animation sequence in Akram Khan's Desh (refer to Appendix 3) is 
an example whereby pre-recorded visual content provides a two-dimensional 
scenography or 'world' in which the solo performer becomes immersed. The scrim, a 
semi-transparent projection surface holds animated images of imaginary objects, 
animals and visual descriptors of scenery, created by visual artist Tim Yip. The 
performer appears to interact with these images from his position directly behind the 
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scrim ("Desh 2011," 2015) Scenarios where performers are required to interact with 
pre-recorded visual material lend themselves to dance because dancers, who have 
undergone rigorous physical training, understand the physical precision and 
sensitivity required to deal with the temporal properties of projected visual content. 
Choreographic content is often driven by the projection, reflecting a desire for the 
resulting movement to support the illusion that the visual imagery and the body’s 
actions or performer’s intentions are intimately connected.  
 
 
 Figure 8 Image from Desh by Akram Khan 
 
 
2.2.2. The Interactive (Real-time) use of Visual Projection in   
   Performance - Adrien M and Claire B Hakanaï 
 
Hakanaï is an interactive solo performance by Adrien Mondot and Claire Bardainne 
who combine real and virtual worlds with digital tools developed and customised 
specifically for their live performance works. Utilising eMotion, a real-time physical 
animation system, Hakanaï develops through a series of images in motion describing 
an imaginary reality as the solo performer’s movements physically affect a graphic 
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world composed of objects such as lines, images, and videos. (Mondot & Bardainne, 
2014)  
 
Counter to the previous example of pre-recorded content in Desh that simulates 
interaction through illusionary means, Hakanaï utilises a system that is interactive by 
design. The performer is not just perceived to be enmeshed in the virtual world of the 
graphic images, but is actually connected to this world through cause and effect. The 
result is that the performer physically interacts and defines this digital world in real-
time during the performance.  
 
 
Figure 9 Image from Hakanaï by Adrien M and Claire B 
 
2.2.3 The Potential Cohesion of Live and Digital  
  Gideon Obarzanek’s Glow and Mortal Engine 
 
As Auslander proposes, in our current technological age, schools of thought around 
live and mediatised performance that may have previously pitched themselves in 
direct opposition to one another, in terms of the ‘virtual’ v’s ‘real’ or the ‘mass 
reproduced’ v’s ‘authentic’ are now moving together. (Auslander, 2008, p. 44) The 
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framework he uses to describe this phenomenon is the Baudrillard paradigm of 
‘simulation’: 
 
“…nothing separates one pole from the other, the initial from the 
terminal: there is just a sort of contraction into each other, a fantastic 
telescoping, a collapsing of the two traditional poles into one another; 
an IMPLOSION”.  
                  (Baudrillard, 1983, p. 57) 
 
Rather than seeing the concepts of liveness and digital representation as being 
diametrically opposite I would also prefer to suggest that there could exist a cohesion 
or co-existence of both. In the context of live performance in Australia, these ideas 
are certainly evident in Gideon Orbarzanek and Frieder Weiss’ works Mortal Engine 
(2008) and Glow (2006) for Chunky Move Dance Company. These works 
encapsulate this folding together of the live and the digital. In an interview with Erin 
Brannigan in 2010, Obarzanek describes the interactions between the real-time 
visual graphics as being primarily concerned with the sense of things ‘emanating’ or 
being generated from the body and imagination. He was interested in the idea of the 
graphics simulating an effect of ‘pushing into’ the dancer and their physical space 
and describes the interaction of computer generated light as a camouflage whereby 
the dancer and the space (in which the dancer occupies), are ‘of the same 
substance’. For example in Glow, Obarzanek explains: 
 
 “The dancer is moving through a series of horizontal lines and the 
gauge between the lines keeps changing. The topography of the lines 
changes as the dancer goes through them, so the landscape of 
projected lines and dancer merge”. 
      (Brannigan, 2014, p. 72).  
 
Some call this dialogue of coalescence between technology and the body 
‘intermedial’ in that “…neither the live material nor the recorded would make much 
sense without the other, often the interaction between the media substantially 
modifies how the respective media conventionally function.” (Giesekam, 2007, p. 8)  
 
 When asked if he felt that Glow was closing the gap between the medium and the 
source Obarzanek replied; “Yes, the medium is part of the source and the source is 
part of the medium, and that they actually become one rather than one creating the 
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other”. (Brannigan, 2014, p. 72) In her analysis of Glow, Trezise talks about this 
interplay between the choreography of manufactured (projected) light, observing that 
it enacted upon the performance in ways beyond the use of lighting in a traditional 
dance performance. She described the light as “...a mover within the work - an 
autonomous performer interacting with, and co-generating, the multiple sensory and 
visual fields the work as a whole established”. (Brannigan & Baxter, 2014, p. 64) 
 
Does this kind of work therefore create a situation as Auslander suggests, where live 
bodies are so well integrated into their digital surroundings, that they move beyond a 
simple juxtaposition of live and digital elements? Are we seeking a hybrid form where 
both elements become enmeshed with one another, resulting in a fusion of the two?  
For example, works such as Mortal Engine, Glow or Hakanaï pose the question; Is 
the interactivity between the body and its perceived virtual environment so closely 
linked that the live body disappears into the virtual surrounds, thus becoming virtual 
itself? (Auslander, 2008, p. 42) And to further that, as Phelan would suggest in her 
argument against technological reproduction, is the very ontology of ‘liveness’ lost 
when it becomes so closely linked with the digital element, that the two cannot be 
separated? (Phelan, 1993, p. 146)  
 
 
Figure 10 Image from Glow by Gideon Obarzanek, Chunky Move Dance Company 
 
2.3 Live Performance V’s Digital Representation 
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Before moving images, theatre was a purely live experience. The growing popularity 
of cinema in preference to live theatre indicates the preference of the general 
populous for mediatised content. Since the advent of cinema and television there has 
been a decline in the attendance of live theatre, (Auslander, 2008, pp. 41-44) 
however many would argue that the performing arts continue to thrive due to the 
unique qualities of liveness; the empirical, temporal, and corporeal which can not be 
reproduced on camera or in a digitised form. Phelan argues that the ontology of 
performance is such that it’s only life is in the present, and that any attempt to 
document or reproduce that performance “betrays and lessens the promise of it’s 
own ontology” (Phelan, 1993, p. 146) 
 
Due to my agency as a performer I would like to imagine that there is something in 
our direct communication, our ability to empathise and our innate interpersonal 
intelligence that contributes to our desire to read the live body in performance. For 
me, the immediacy of live performance exists because we are in close proximity with 
others and can therefore decipher the inherent signals of human interaction unfiltered 
by any kind of artificial intervention. I do not however underestimate the ability of the 
digital image to powerfully communicate. It appears to me that there are methods of 
communicating ideas through the medium of film and digital imagery that are simply 
not possible in theatre. It would seem that digital media has the ability to suspend 
and stretch properties of the real world such as gravity, force and time and generate 
graphic representations of reality in ways that live theatre struggles to achieve.  
 
 
2.4 Digital Dualism and Augmented Reality  
 
I have often sat amongst a group of people in a social scenario and witnessed a 
phenomenon whereby those around me have shown a preference for watching 
screen media, whether it be television screens or smart phones, over real life social 
interactions with those around them. Paul McFedries writes of this phenomena: 
 
 “…our former work obsession has morphed into a technology obsession 
in which we prefer fiddling with shiny gadgets over relating to real people. 
The new cri de coeur is for tech-life balance. We must, the battle cry 
goes, learn to use technology in ways that don’t interfere with or reduce 
the quality of our personal lives or relationships”.  
     (McFedries & Jurgenson, 2013) 
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We are we now more than ever connected to a constant stream of digital media and 
it begs the question; are these separate ways of existing and consuming information, 
from both mediatised and real–world streams, starting to collide and become part of a 
new augmented way of perceiving the world? So alluring the screened image can be 
at times, that we find ourselves contextually interchanging it with real life images and 
scenarios at will. Social commentator Nathan Jurgenson coined the term “digital 
dualism” to describe the belief that the digital world is “virtual” and the physical world 
is “real”. Jurgenson argues that some online platforms and social networking sites 
like Facebook “both impact and are impacted by the physical world”, and that “digital 
and material realities dialectically co-construct each other” (Jurgenson, 2011). 
Jurgenson suggests that we, as an increasingly digital society, are entering an era 
where our actions and events occur in both realities. Rather than seeing these worlds 
as separate, they can be seen as moving toward the perception of one “augmented” 
reality where our reality is becoming both “technological and organic, both digital and 
physical, all at once” (Ibid). 
 
2.5 Installation Art 
 
Broadly, the term “installation” is inclusive of a variety of forms, materials and 
content, however more specifically installation art often generates a new perception 
of time and space through the relationship between the viewer and the work of art. 
The viewer often also occupies the space, and content can unfold over time, allowing 
the individual stimuli to develop their significance across time and space (Archer, 
1996, p. 31) What is important in the communication of meaning is the context in 
which the viewer encounters the artwork, as this will ultimately affect their behavior 
and response to it (Archer, 1996, p. 30)  
 
Essentially to experience and talk about the meaning or provide a critique of a work 
of art we will generally talk of our own subjective experiences or our encounter with 
the artwork. In this way the viewing of installation art is intimately connected with the 
ontology of our own subjective realities. Due to the sensory nature of installation art 
each viewer will experience the artwork according to his or her own perceptions. 
Michael Archer writes that this kind of artwork presents “… an opportunity to reflect 
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upon the particular qualities of one’s experience here and now.” (Archer, 1996, p. 31) 
In other words, it encourages us to contemplate our existence in a different way.  
 
 
2.6 Performance, Installation and the Immersive Experience  
 
The concept of performance itself implies it’s own ontological understanding of 
context:  
“The notion of performance relies on awareness of action. Awareness 
requires an abstraction, a disconnection with the world we take for 
granted. So actions are not performances unless they are observed;  
“Per-form” literally means “through formed”; thus to be aware of (self or 
other) carrying into effect…”  
       (Worrall, 1999, p. 3) 
 
Performance installation invites its spectators to view or experience artworks 
differently than traditional two-dimensional artwork forms such as the proscenium 
arch, thrust or theatre-in-the round situations. In place of theatres, site-specific, 
public, and studio spaces, warehouses or purpose built venues are becoming sites 
for contemporary performance. (LaFrance, 2013, pp. 510-515) Performances in such 
settings are often designed to encourage a sensory or emotional response and are 
termed experimental because they experiment with the notion of the audience and 
performer’s spaces becoming blurred, dissolving the conventional notion of the 
‘fourth wall”. As a result, performance behavior is distinctly different and the 
experience of the performance may resemble either ordinary situations or very 
foreign environments, either way in doing so they push the boundaries of what is 
considered performance. This experience is something that many audiences may not 
expect or have experienced in the past. (LaFrance, 2013, pp. 510-515) 
 
Joseph Pine and James Gilmore talk of contemporary society and thus present-day 
audiences desiring a new theatrical experience. They suggest that the ‘experience 
economy' provides a departure from the old notions of entertainment and operates 
instead on the exchange of experiences and sensations rather than traditional 
consumable goods and services:  
 
“They place emphasis on the desire for the unusual, the active over 
the passive, the engagement of the whole body and mind in the 
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experience, all leading to immersion in the instant of the experience. 
The rise of the experience economy is thus a shift in consumer culture 
towards a specific appeal to the multisensory body, and the immediate 
in experience and a shift in our relationship with experience towards 
valuing each instant as we might value any other consumable object.”       
(Pine, Gilmore, & Books24x, 1999, p. 12) 
 
Kate Adams also talks of ‘experiential theatre’ as an emergent theatrical form that 
has the potential to generate a sense of heightened presence and embodiment when 
the temporal experience of the spectator is altered through the use of the shared 
space of performer and spectator. She also goes further in emphasizing the need to 
recontextualise this ‘consumable experience’ framework to consider the notions of 
contemporary experience to include concepts of embodied consciousness and 
transformation. (Adams, 2010, p. 3) Adams points towards Erika Fischer-Lichte’s 
theory of ‘radical concept of presence’ that suggests the co-presence of performers 
and audience in a liminal space has the potential to be transformative. This ‘radical 
presence’ allows the spectator to witness an alteration of the ordinary and the 
transformative energy of a shared relationship between performer and audience in 
overcoming the separation of mind, body and consciousness. The experience has 
the potential to be embodied and radically altered for spectators. Fischer-Lichte 
suggests that consciousness or ‘presence’ is articulated or expressed though the 
body. The performer’s presence is then respectively experienced or sensed in the 
body of the spectator. (Fischer-Lichte, 2008, pp. 98-99) 
 
This heightened state that Adams and Fischer-Lichte describe seems to result from 
suspension of the codes of behavior that governed the conventional world of 
performance. I would like to suggest that even with the trend towards experiential 
forms of theatre there is still much undiscovered potential in terms of how the use of 
technology can assist in this transformative process of discovery. This embodied 
knowledge or ‘presence’ is constantly shifting and emerging through my practice, as 
is my relationship with new technologies that I learn and embody as part of my 
process. I believe we are yet to see truly immersive works where such phenomenon 
as the passage of time, visual and spatial perception and separation of reality and 
imagination are interrogated in new ways. 
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David Worrall (1999) writes about the concept of ‘immersion’ in relation to sound and 
the idea of ‘cyberspace’, specifically of the kind of immersion that occurs to one who 
experiences a virtual reality environment. Although he writes specifically about 
sound, I believe that there exists a parallel in visual media and performance 
installation which may only be in its infancy, particularly in relation to new 
technologies such as virtual reality, but which essentially seek the same outcome - 
immersion: 
 
 “Installations are actively responsive to their audiences. Immersions 
go further. Spatial separation between performer and audience 
dissolved, the audience is included in the work. There is no objective 
observance, no single perspective” (Worrall, 1999, p. 3) 
 
 This concept of immersion is possible to achieve to a certain extent in performance 
installation, the key lying in the seduction of the audience as participant, rather than 
as passive viewer seated in a static view point some distance from the performed 
action. This idea that the audience has a sense of autonomy, free to move 
unreservedly within the performance space also shares parallels with Worrall’s 
description of the cyberspace or virtual reality experience:  
 
“One way of assessing the value of an interactive immersive 
cyberspace experience is how well it invites immersants not only to 
make choices, but to take initiatives. Part of the fascination with these 
environments is that they, like some computer games, are not linear but 
have the potential, through a multiple of possibilities, to form a sense of 
a coherent environment”. (Worrall, 1999, p. 3)  
 
2.7 Computing and Direct Manipulation 
 
For me it is not technology itself that is appealing, but the possibilities that can occur 
when it is applied in new and interesting ways and when there is the opportunity for 
us to interface with it in ways that will change our relationship with that technology. 
One such example of exponential change in the relatively short history of computing 
was the invention of the mouse. Prior to the introduction of the mouse people 
interfaced with computers in a much less intuitive way, (McCullough, 1996, p. 23) 
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rather than pointing with the mouse, they needed to use keyboard commands to 
navigate their way across screens and through databases.  
 
Ben Schneiderman describes the basic actions of ‘direct manipulation’ as 
uninterrupted visibility of the object and immediately visible results of fast, sequential, 
reversible actions of the user on the object in question. (Shneiderman, 1993, p. 40) 
Hutchins, Hollan, & Norman (1985) explain that the success of direct manipulation 
environments is measured according to a perceived sensation of ‘directness’: 
“In particular, direct manipulation requires that the system provide representations of 
objects that behave as if they are the objects themselves. This provides the feeling of 
directness of manipulation” (Hutchins, Hollan, & Norman, 1985, p. 311) 
 
Direct manipulation is best demonstrated when the awareness of the system or 
computer is removed from the equation, and when the digital processes conspire to 
give the sensation of the user being directly in control of the objects themselves and 
















Chapter 3 – Moving Image Influences 
 
3.1  The Moving Image 
 
I refer to the moving image as a term that encompasses many forms including 
photography, chronophotography, cinematic film, animation, digital photography, 
video and video art. The contexts in which moving images appear in my practice, 
generally relate to use of projected digital imagery and the coexistence of images 
and body in a dialectic relationship with one another in performance. This work has 
raised many questions about the relationship between the live body and moving 
images. I bring these tensions from my practice to this research in order to learn 
about these dynamic relationships that exist within my work.  
 
 
3.1.1  Animation 
 
Derived from the Latin verb animare meaning ‘to give life to’ it is essentially the act of 
giving life or the illusion of movement to inanimate objects, lines or forms. (Wells, 
1998, p. 1) Animation, like other forms can be considered a medium, just like 
painting, sculpture, movement or music. Animation artists use the medium to express 
ideas or make statements about the world around them, and like any skilled artist, 
through dedication to their craft, aim to master this pictorial medium in order to tell 




The images of Muybridge and Marey captured my imagination. There is something 
resonant in their photography, not only in the individual images themselves, but also 
in the way they were constructed and presented. There is visceral beauty in their 
images and something that seemed to encapsulate a shift in my awareness, not only 
of time but also of composition; bodies and objects suspended in ways that defy 
gravity, yet are contained within the confines of a frame. 
 
Their work began to influence my explorations of both visual perception and time. I 
was attracted to the way that the body’s movement could be fractured into smaller 
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components, changing our perception of the temporal qualities of an action or 
movement.  I wanted to explore these concepts choreographically and digitally, by 
experimenting with the presentation of the body as an image or isolated 
representation of itself.  
 
I was drawn to the development of this particular aspect of animation history because 
of the fascinating paradigm shift that occurred in the population’s perception of 
movement, and it being so fundamental to our relationship with modern day moving 
images. I could sense a connection with an unarticulated visual sensation that I have 
experienced watching dance and witnessed the blurred pathways of movement in the 
space in between and behind a dancer as they performed.  
 
 
3.2  A Practice-led Case Study  
 
Pas de Deux created in 1968 by Canadian filmmaker Norman McLaren is a 
technically complex, yet visually powerful exploration of time and movement.  
McLaren’s work, not only shaped the world of experimental film and animation, but 
spoke to his audiences on a deep level. (Collins, 1976, p. 16) I chose this work to 
investigate further and use as the instigator for my practice-based study En Solitaire. 
  
3.2.1 Pas de Deux 
 
Pas de Deux (meaning “dance for two” or “duet”) featuring multilayered, shimmering 
visual representations of two dancers in a constant flux of movement and was 
described as “…an extraordinary success on three levels – aesthetic, sensual and 
intellectual.” (Ropchan, 1973, p. 44) The film displays a remarkable ethereal quality. 
Two dancers appear suspended in time as their movement becomes a succession of 
individually replicated moments. They dance ‘into’ and ‘out’ of themselves at points 
along the chronological sequence. 
 
“By printing the negative in multiple images with each frame 
introduced up to eleven times, McLaren captured movement just 
passed and movement yet to come in a most aesthetically pleasing 
flow of shimmering motion”       
          (1973, p. 44) 
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The bodies take on a ‘winged’ or multi-limbed form by virtue of this extraordinary 
effect. It appears as though time has slowed down and as a result the viewer is able 
to gain a different perspective or understanding of time and movement. 
  
Figures 11 & 12 Images from Pas de Deux by Norman McLaren (1968) 
 
Time 
McLaren suggests that our experience of the passage of time can be altered in the 
filmic representation of a sequence of images. Pas de Deux accents the visual 
appeal of the choreography, but also generates a new choreography, that of a new 
representation of images in ‘film time’. "By using as many as ten multiple exposures 
per frame, McLaren shapes each movement into a fantasy of his own creation". 
(Collins, 1976, p. 16). The organization of images in Pas De Deux is reminiscent of 
the chronophotographic sensibilities of Muybridge and Marey.  
 
     




McLaren states; “Movies move! How it moves is as important as what moves.” 
(Bertrand, Jean, National Film Board of, & Vision, 2006) This can certainly be 
identified as a key aspect of his film Pas de Deux. As a viewer I became fascinated 
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by not only the form and shape of the body, but the way in which the body 
progressed through its chain of movements. McLaren found a way to accentuate and 
illuminate not just the dancers’ movements, but their movement pathways. I am 
interested in the idea that as viewers of film and live theatre we experience different 
sensations than can be experienced in everyday life. McLaren’s films are 
kinaesthetically driven, they have a different temporal sensation and wonderful 
movement quality, where the moving images seem to bypass the brain and speak 
directly to the body of the viewer. (Bertrand et al., 2006) 
 
 
3.2.2 En Solitaire 
 
In response to the Case Study investigations above I created a short experimental 
film that I explored in relation to McLaren’s creative process. I used the video-editing 
program Adobe Final Cut Pro to organise my footage in a linear sequence. McLaren 
worked with film, a much more labour intensive process however the underlying 
principal of media handling is the same. I layered up to eleven layers of the 
duplicated moving image, each slightly offset in relation to the next. (Refer to the 
screen shot in Figure 14). At times I varied the intervals (as did McLaren), to achieve 
a variety of time-related effects. I noticed that the spacing of the intervals did not 
necessarily dictate the clarity in the movement pathways. For example, the smaller 
the interval, the more obvious the 'trail' of images through the space. Larger intervals 
could also achieve an interesting delayed effect when applied to movements that 










When reading about Pas De Deux I came across this review:  
 
“Using multiple exposures of backlit dancers moving in a void of 
blackness, it presents those dancers to us as reflections of 
themselves, as shadows of themselves, and finally as continuous 
pluralities. As dancers’ glistening white outlines pile atop one another 
the film abstracts away from our notions of a body’s physicality and 
self-identity; the dancers cease to be things and are dissolved into 
pure motion”.                                       (Melvillan, 2010, p. 1) 
 
The poetic nature of this description also helped to inform my experiment. The idea 
of shadow and the blurring of the body into and out of itself captured my imagination. 
I created a small choreographic sequence that would similarly expand away and fold 
back into itself by means of small looped phrases of motion that I could digitally 
manipulate to create the illusion that the body could move forward and behind its own 
digital representation. (Refer to appendix 7 to view video of En Solitaire)   
 
 
         
         Figure 15   Screen shot from En Solitaire  
 
 
3.3 Generative Experimental Animation Using Motion Capture  
 
Animation as it relates to my research is experimental, abstract and generative. 
Unlike traditional animation, my collaborative explorations with Paul Van 
Opdenbosch are concerned with the process of digital abstraction of the human form 
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into what we call ‘digital artefacts’ generated from specific computing software 
according to parameters set by the animator which elicit desired aesthetic outcomes. 
The source materials for these generated effects are sequences of my choreography, 
captured and recorded digitally via the motion capture system.  
 
3.3.1 Motion Capture Experimental Outcome #1   
 
The purpose in creating this experimental piece represented an opportunity for us to 
develop a process for undertaking a motion capture project from its conceptual 
inception, to devising a workflow and following it through right through to completion. 
This was one of our first sessions setting up and using the motion capture system. I 
was interested in creating long arching movements of the upper torso and arms that 
swept in arcs in front and behind the body generated through improvisation. 
 
Paul imported the motion capture data into a digital workflow and applied a mesh 
wireframe over the digital ‘body’ using the motion data. He then experimented with 
the abstraction of the human form using a particle system and by turning off the 
visibility of the mesh wireframe so that the body seemed ‘invisible’ with groups of 
particles becoming visual descriptors of the captured motion.  
 
                 
                  Figure 16   Screen Shot from Motion Capture Experimental Outcome #1 
 
 
3.3.2  Motion Capture Experimental Outcome #2 
 
This motion capture session involved creating a sequence that would move the entire 
body through space. This was a point of departure from the first outcome whereby 
the virtual camera or framed perspective was locked off at a mid-range distance from 
the body. I created circular movement both in its spatial pattern and in the way the 
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limbs encircled the body. Paul then set about using his established work flow with a 
different focus of turning individual points of data into abstract artefacts, in this case 
into the collection of red squares and white lines that represent both trajectories of 
moving limbs as well as a spatial plan of the body within the 3D digital space. 
 
                   
                       Figure 17  Screen Shot from Motion Capture Experimental Outcome #2 
 
 
3.3.3 Contours In Motion; Motion Capture  
  Experimental Outcome # 3 
 
By the time we reached the third research cycle we were much more familiar with the 
motion capture system, and took a more structured approach to generating 
movement material that would elicit the qualities that Paul envisaged becoming 
useful in the animated outcome. For the first time in our capture process I worked 
with a music score and attached specific movement dynamics and emphasis on 
corresponding features in the music. Paul attached a digital fabric to the data points 
of my body to provide the basis for this animation. 
 
                 
              Figure 18   Screen Shot from Contours in Motion Motion; Capture Experimental Outcome #3 
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Chapter 4 Shifting Lenses 
 
Shifting Lenses was a live performance installation or ‘showing’ of my digital and live 
performance concepts in the Woodward Theatre at QUT, Kelvin Grove. (Refer to 
appendix 1) A small audience was invited to attend the performance events held over 
two evenings on the 2nd and 3rd of July. Experimental in nature, Shifting Lenses was 
a testing ground for some new ideas and the continuation of established threads of 
research.  
 
Throughout my iterative cycles of action research and studio practice, questions of 
liveness, performativity, interactivity and the integration of digital and live elements 
have emerged and with them notions of possible experimentation and interrogation in 
a practical setting.  
 
        
          Figure 19   Image from Shifting Lenses Performance Installation  
 
 
Shifting Lenses has materialised from the desire to ‘try out’ these ideas within a 
theatre context. With a little reluctance I acknowledge that Shifting Lenses acts as a 
final event or culmination of the conceptual and practical concerns of my research 
and paradoxically, despite the incomplete nature of much of what was presented, I 
also see it as the most coherent realisation of the body of my research so far. I also 
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however see it as the ‘tip of the iceberg’ or beginning of many new lines of enquiry in 
these areas.   
 
       
        Figure 20  Image from Shifting Lenses Performance Installation  
 
4.1 Configuration of the space 
Shifting Lenses sits firmly in an installation mode of presentation, whereby the 
audience are encouraged to be in a close physical relationship with the elements of 
the work. They are amongst the lighting, the set, objects, the visual projections and 
they are also close to the performer and other members of the audience.  
 
The spatial configuration for Shifting Lenses makes use of floor plan of the 
Woodward Theatre stage with the seating banks cordoned off by the strategic 
positioning of a large floor to ceiling semi-circular projection scrim. The audience is 
free to move around the clearly designated performance space. Unlike proscenium 
arch theatre there is no specific ‘front’ or suggested viewing perspective for the 
audience.  
 
As the audience enters this dimly lit installation space, the space is activated with 
floating projected imagery ‘suspended’ on the semi-circular scrim and my presence in 
stillness reflected in mirrored panels of boxes that surround me. The combination of 
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lighting, ambient soundscape, performer presence and object placement within the 
space creates the atmosphere for the quiet commencement of the performative 
experience.  
 
4.2 Part 1 – Documenting Shifting Lenses 
 
In documenting the work I will discuss each of the five sections of Shifting Lenses by 
giving a general description of the sequence of events and their corresponding 
thematic concerns in Part 1. In Part 2, I will speak more specifically about the 
conceptual starting points, investigations and frameworks that exist across most 
sections of the work.  
 
 4.2.1 Fractured Body (The Mirrored Boxes) 
 
The angle of each box is slightly offset to the box either below or above it resulting in 
a kaleidoscopic effect where the slightly differentiated angles of the mirrors reflect 
fragmented images of the body. (Refer to Figures 21-23) The audience view my body 
either in these fragments or in the gaps between each of the pillars formed by the 
multiple stacks of boxes. This deliberate decision to obscure parts of the body 
challenges established notions of viewing the body as a whole. It also encourages a 
more autonomous viewing of the performance allowing the audience to move their 
own body in relation to the performer and the objects in the path of their view.  
 
   
       Figure 21  Image from Shifting Lenses Performance Installation  
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    Figures 22 & 23 Images from Shifting Lenses Performance Installation  
 
 
4.2.2 Body and light interaction 
This section consists of a movement vocabulary developed specifically for use in 
interacting with a computer generated image projection controlled by a piece of 
software called “Po-motion’. The software creates a real-time image projection or 
animation of high contrast white ‘light’ on a black background generated using 
captured optical data of my body positioned within an established intake area.  
 
Movements predominantly revolve around the torso and limbs, creating sweeping 
arcs and expanding, reaching movements through the space. Utilising a semi 
structured improvisation approach, my movements gently coax the contained pool of 
light to move and stretch in all directions so that it appears as though the light is 
following my body around the space. When I stop moving the light dissolves, 
returning my body to relative darkness. This connection between movement and 
stillness and its corresponding effect of light and darkness, when repeated multiple 
times, begins to set up a recognisable pattern of cause and effect between my 
movement and the behaviour of the light.   
 
                           
                          Figures 24 & 25 Images from Shifting Lenses Performance Installation  
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The software utilises an algorithm designed to respond to the body’s location so that 
it can be projected back into that same area of the space so that the body and light 
appear to interact with one another. The live body and projected image coexist 
together within a singular field of vision in the same physical space.  
 
A double-up effect occurred when the generated projection was fed back through the 
system a second time. This caused the projection to respond not only to the body in 
the camera intake area but also to the resulting visual projections simultaneously in 
the same intake area. The resulting sense of delay helped to amplify the effect of 
interactivity when the body remained in a constant state of movement for longer 
periods of time.  When this effect reached its peak, the responsive two-way 
behavioral interaction became significantly more evident for the viewer. 
 
       
             Figure 26 Image from Shifting Lenses Performance Installation 
 
 
4.2.3 Projected Imagery (Orange & white animation) 
 
This section features a large-scale projected image of animated visual material from 
my motion capture exploration with Paul Van Opdenbosch titled; Contours In Motion 
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with a live movement sequence performed in an intimate spatial relationship with the 
projection scrim.  The animation features a digital representation of a large piece of 
orange and white fabric, stretched and warped by unseen forces, creating large 
contours and fluid, folding contractions and expansions in a white 3D digital space. 
By placing my body in front of this rear-projected image, I both juxtapose and draw 
parallels between the qualities displayed by the digital object on the screen and the 
qualities and performed actions of the live human body in movement.  
 
       
 
 
      Figure 27  Image from Shifting Lenses Performance Installation  
 
 
What has resulted in this section is a research feedback loop wherein my original 
captured movement became the basis for the animated outcome and that resulting 
animation has provided stimulus for my experimental movement outcome. Each 
stage of development has been influenced by the last and culminate together in this 
scene. Due to this mutual influencing of outcomes, the resulting movement 
vocabulary is quite strongly connected to the visual projection. The twist, torsion, 
expansion and counter-point in the body all relate to corresponding concepts in the 
visual projection.  
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  Figures 28 & 29 Images from Shifting Lenses Performance Installation  
 
 
4.2.4 The Obscured body (Behind the Wall) 
 
In this section the live body traverses the length of a wall (opposite the semicircular 
scrim) which consists of open doorways and windows of light at varying heights 
positioned to obscure different parts of the body at differing points along the wall. The 
audience are positioned anywhere along the length of the wall on the opposite side to 
the performer.  
 
This partially concealed space behind the wall initially lies dormant and is revealed 
for the first time to the audience at this point, becoming apparent only as the live 
body disappears behind it. The space is defined by a hallway of light behind the wall 
which provides an ambient glow, highlighting both the body and confines of this new 
space. A ‘scrolling chase’ lighting state is programed to sequentially fade up and 
down from left to right along the wall, setting up a sense of cinematic viewing, a linear 
time-based representation of a sequence of events occurring from left to right along 
the space.   
 
          
 




As in the mirrored body section, I am attempting here in this section to reproduce an 
effect of fragmentation both in the image of the body, and also in the smaller phases 
of a sequence of motion. These effects seem relatively easy to explore in the digital 
realm where photographic or video images can be cut, broken and rearranged 
however I was searching for ways of representing these same ideas in an analogue 
context, by this I mean purely theatrical, without the intervention of technology. I will 
discuss this digital v’s analogue concept further in the second part of this chapter.   
 
 
4.2.5 Duet with Wireframe 
 
    
        Figure 33   Image from Shifting Lenses Performance Installation  
 
 
To begin this scene I approach the large uninterrupted image of a hovering wireframe 
grid projected onto the scrim. Slowly, by introducing a curved movement of my rib 
cage and upper torso, I am able to disturb the wireframe image. As though creating a 
small ripple on a still lake, I aim to interrupt the image and begin to pull and distort 
areas of the digital shape with the movement of my limbs and body.  
 
I approach the screen simply as though I were to interact in an embodied 
conversation with the image. As such there is no overt theatricality or performative 
sanctity about my approach towards the visual projection. I wish for the audience to 
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be aware of the actions and reactions themselves simply as interactions rather than 
of a performance of interactions. Unlike the pre-recorded section of the work with the 
projected imagery, this video imagery is manipulated in real-time using software 
called eMotion. I am aware of an immediacy and a corporeality that exists in the 
interactions that take place. At times it is hard to tell who is in control or who is the 
‘leader’ in terms of determining the perceived origin of the digital or performed action 
in this duet between the live body and corresponding visual images. 
 
Falling into loop-like cycles of manipulation and patterns of building energy and 
release, I back away from the capture field of the screen and let the resulting stillness 
in the space cause the wireframe to settle back to it’s default position on the screen. 
Strategically, in choosing where to place this stillness, I am able to highlight this 
cause and effect in the resulting imagery. Choreographically I am searching for ways 
to increase this visual suggestion of interactivity in order to link these experiences 
together for the viewer.  
 
As performer, my awareness is honed specifically on the present moment in time, 
across a number of elements in the performance environment. I am aware of a 
process of division taking place in my mind’s focus as I respond to multiple elements 
at once. Schön would refer to this as ‘thinking-in-action’. (Thompson & Thompson, 
2008, p. 16) I am engaged in a moment by moment response to changing visual 
stimuli, a feedback loop between my actions and those of the visual imagery, a 
listening to the subtle changes and progressions of both the visual projections and 
the sound score, the proximity and perceived receptivity of the audience, as well as a 
durational goal to achieve an overarching dynamic and sense of completion 
throughout the section. The ability of a performer to be mindful of so many elements 
at once depends on their experience in working in such an environment. This 
demands a skill base that is developed over time, and tested accordingly with each 









4.2.6 Transitions – Changing the configuration of the space 
 
     
Figures 34 & 35  Images from Shifting Lenses Performance Installation  
 
 
The transition scenes in between the five major sections in the work perform a couple 
of functions. Initially, my intention with the mirror box sculpture was that the existing 
boxes once removed, would slot into the vacant spaces in the constructed wall in 
order to make way for subsequent scenes and provide additional reflective projection 
surfaces. However once faced with the task, I became conscious of the possibility 
that this repetitive and purely functional action might become un-interesting to watch, 
essentially a ‘dead’ moment which was at risk of interrupting the flow of the work.  
 
 
During rehearsal I experimented with a less structured approach where the boxes 
ended up in a much more ad hoc configurations around the wall. This is how I 
approached the first performance of Shifting Lenses. In the second performance I 
decided to take a risk and try to engage members of the audience to carry boxes 
towards the wall. After handing a number of boxes to members of the audience, they 
followed my lead and stacked them into the vacant spaces in the wall. The process of 
removing all of the boxes from the space was therefore sped up significantly.  
 
 45 
4.3 Part 2 – Shifting Lenses Discussion 
 
In this section I will address conceptual concerns of the work and include information 
and observations given by the interviewed audience research participants in order to 
synthesise two perspectives; that of my own artist-driven intentions in the creation of 
the work, as well as the perceived observations and interpretations of work by some 
of the audience members.   
 
4.3.1 Performance Installation – The Experiential vs Tradition 
 
The medium of installation art borrowed from the visual art tradition, and the genre of 
live performance in which I engage, share kindred objectives in many ways. I believe 
they are well suited forms for this dual presentation of live performance and 
alternative approaches to presentation.  In my work I invite the elements within the 
performance context to speak in dialogue with one another and create a situation 
where viewers are encouraged to question their own perceptions and definitions of 
the reality presented to them, and not according to a predisposed or controlled 
perspective as can be the case in traditional theatrical contexts. Michael Archer’s 
description of the viewers experience as “… an opportunity to reflect upon the 
particular qualities of one’s experience here and now”(Archer, 1996, p. 31) rings true 
of the works that have had the most impact on me as a viewer in the past. In viewing 
the physical work as well as digital and interactive elements in close proximity, the 
viewers will then be challenged to define what they view as ultimately ‘real’ in the 
context of what they have experienced.  
 
I wanted the work to not only be real, but sensory and heightened. Not through a 
staged theatricality but in an intimacy that I as the performer work to generate within 
the space. I was interested in the idea that the audience could be immersed in the 
performance context and I wanted the co-presence of audience and the performer 
not only to be reflected in the performance design, but in the performer’s presence in 
an embodied state, communicating through the senses and in close proximity with 
the viewer. Erika Fischer-Lichte suggests that consciousness or presence is 
articulated or expressed though the body. (Fischer-Lichte, 2008, pp. 98-99) Part of 
the intimacy is the arrangement of the bodies amongst the work and a feeling of 
being near or close to others. Another part is the sensory, intimate and potentially 
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transformative properties of the performer’s presence and yet another in the 
participatory observation of the live act.  
 
In Shifting Lenses audience members reported a sense of being close or ‘together 
with’ the performer and of having the freedom to take their own initiatives in viewing 
the work from their own perspective, a kind of viewing autonomy, and of being part of 
an environment. For many this represented a very new and different performance 
viewing experience. The following comments from audience members describe these 
responses: 
 
 “You felt a part of the performance, rather than looking in. You felt like 
you were part of the atmosphere” 
   Audience Feedback (# 5) Shifting Lenses, 2015 
 
 “It allowed you the choice of what you would like to watch or the 
perspective that you would like to choose to view things” 
      Audience Feedback (#4) Shifting Lenses, 2015 
 
“It didn’t really feel like a performance to me, I felt more in it, and it made 
me feel more comfortable than if I were just watching a performance. At 
the same time it felt heightened though, I was also really aware of 
everyone else’s reactions and what they were doing, as well as watching 
you [the performer]”. 
           Audience Feedback (#6) Shifting Lenses, 2015 
 
These responses highlight two things for me. Firstly familiarity; the degree to which 
one is familiar with this particular mode of presentation will ultimately effect the 
viewing of the work for some members of the audience. Secondly, permission; in 
unconventional modes of performance where the lines between performer and 
audience are blurred, so too are the roles, responsibilities and expected behaviors of 
the audience and the performer. Audiences unfamiliar with this unconventional 
presentation mode may feel uncomfortable in not knowing what is being asked of 
them due to a lack of structure, pre-determined ‘etiquette’ or set of explicit 
instructions. The resulting responses are likely to show a more ‘active’ engagement 
of the spectator in questioning the nature of the circumstances in which they find 
themselves: 
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“It was exciting and intriguing and you’re on tender hooks thinking… 
what’s going to happen next? A whole lot of questions passed through 
my head.  What am I supposed to do here? Am I in the way? Will I 
disturb the performance if I move? 
   Audience Feedback (#2) Shifting Lenses, 2015 
 
Most of those interviewed reported that their level of comfort increased throughout 
the duration of Shifting Lenses, as they became more accustomed to the layout and 
‘style’ of presentation.   
Another response was one of nervousness and mixed expectation. They described a 
sense of ‘not knowing’ or needing to ‘trust’ the performer and their actions, thus 
setting up an underlying performer-spectator connection or relationship based on 
trust: 
“There’s a nervousness that has to do with expectation. We expect 
you to know what you’re going to do [as performer]. You obviously 
have a set plan that we are not aware of, so you know more than us. 
You’re privy to more than we are, and that creates a bit of 
nervousness”.  
   Audience Feedback (#3) Shifting Lenses, 2015 
 
In relation to Kate Adams and Erika Fischer-Lichte’s ideas about the potential of 
experimental theatre to generate a sense of heightened presence and embodiment 
through the shared space of performer and audience, (Fischer-Lichte, 2008, pp. 98-
99) I believe that performance installation goes a long way to providing the right 
conditions for this transformation to occur. These feelings that Shifting Lenses 
audience members articulated; of nervousness, tentativeness, excitement and 
intrigue or of the experience feeling a ‘heightened’ connection with the performer and 
the environment, all point towards these aforementioned concepts of embodiment 
and transformation. This heightened awareness of one’s self and of one’s presence 
either directly or indirectly through their relationship with the performer and other 
members of the audience is evidence of this process occurring within the work. By 
design, through the use of a performance installation framework, the temporal 





4.3.2. Liveness and Interactivity  
 
Choreographically the audience’s ability to read or identify the interactive elements 
within Shifting Lenses as they are occurring in real-time is as important, if not more 
important for me than the use of interactive technology itself. I am interested in 
comparing and contrasting the notions of integration versus interactivity, for example; 
how well the body and the image are integrated and exist in a cohesive relationship 
with one another versus whether or not the image and the body are perceived to be 
interactive with one another. I refer specifically in Shifting Lenses to the sections 
where there is projected visual imagery, for example Section 3 – Projected Imagery 
(Orange & white animation) which attempts to integrate the body and image, but 
which only manages to connect them quite abstractly using pre-recorded imagery. I 
also refer to Sections 2 & 5 –Body and light interaction and Duet with Wireframe, 
which are more obviously interactive and rely on the use of appropriated computer 
software to drive a real-time visual imaging system to generate interactive behavior. 
 
Two questions emerge in relation to this integration versus interactivity challenge. 
Firstly, is the use of interactive software the way of the future due to its strong visual 
acuity in representing an intimate and responsive relationship between performer and 
technology?  Or is there still a strong argument for continued exploration of a more 
contextualised, abstracted or pre-recorded approach to visual projected imagery that 
creates an illusion of interactivity? In other words, is the value of interactivity between 
a performer and digital technology diminished if the essential act of interaction is 
either a) a theatricalised pretense or b) employing real interactive processes, and not 
able to be distinguished as such by the viewer because the relationship is unclear? 
Part of this discussion will take into consideration concepts of ‘liveness’ and the 
historical concepts of performance, theatre, cinema and mass media, raising 
questions such as; does a hierarchy exist in our expectations or viewing preference 
for either the digital image or the live body? And if so, why does this exist? And what 
steps can be undertaken to overcome this challenge in a live performance context? 
 
Whilst watching performances in the past where there has been a split focus between 
a digital element and a live one, a tension has become apparent in my ability to view 
the live body and the digital image with a sense of equality or ‘fairness’. This pull of 
focus towards either the live body or the digital or technological component could be 
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attributed to many things and I have found myself questioning the nature of this war 
or tension. Why are we drawn to watching or responding to either one or the other? 
And if theoretically speaking, an equal, well-integrated relationship between the two 
can be achieved, what factors have come together in order to achieve this cohesion?  
 
In following an intuitive suspicion that this co-dependence of live body and visual 
projected imagery is possible, having witnessed first hand works such as Gideon 
Obarzanek’s Mortal Engine and Glow, I have attempted in Shifting Lenses to 
incorporate real-time interactive technology set against pre-recorded and more 
analogue ‘live’ and theatrical device-based approaches in order to compare and 
analyse the outcomes and the perceived success of the various methods. I was 
particularly interested in asking members of the audience of Shifting Lenses whether 
this cohesion existed or whether they were drawn to either the projected visual media 
component of the performance or the live body. Although the responses varied, 
depending on the section of the work, overwhelmingly section five reportedly 
established a clear and readable link between the actions of the performer and the 
corresponding reactions of the digital media. Most of those interviewed said that in 
Section 5 –Duet with Wireframe the relationship was most equal and cohesive with 
an easier coexistence of the two. When asked what made this cohesion possible this 
particular response identified the role of interactivity of the performer and the image: 
 
 “When it [the projected image] first appears as a grid, it only starts 
changing when you start moving. For example, you perform a 
movement, and the projection starts following. In the viewer’s mind, 
as soon as the audience see’s that connection, even in a finite form, 
it stays there, it’s there forever, a bit like planting a seed”.   
   Audience Feedback, (#7) Shifting Lenses 2015 
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In Shifting Lenses I was interested in at least considering the idea that an augmented 
sense of reality might occur whereby the digital and live elements might merge. 
Jurgenson observed that we (as an increasingly digital society) are entering an era 
where our actions and events occur in both ‘digital’ and ‘real world’ and that these 
realities are beginning to merge into one “augmented” reality where events in either 
world are beginning to mutually co-construct one another (Jurgenson, 2011) The 
extent to which this idea of augmentation with digital technology plays into the 
audiences’ reactions in Shifting Lenses could be further investigated in depth. For the 
purposes of understanding how this effected the integration of the live body and the 
visual content, some clues emerged in the audience responses. However varied the 
audience responses were, they nearly always made reference to the interplay of both 
of the elements in the space. The following statements provide a variety of personal 
perspectives. (Refer to appendix 15 for further details of selected responses).   
 
 
“I watched the screen most of the time”  
    Audience Feedback (#3) Shifting Lenses 2015 
 
“I think it [the visual imagery] started to take over you a little bit” 
    Audience Feedback (#5) Shifting Lenses 2015 
 
“I was more interested in the performer first, over the screen content”  





Considering the complexity of the elements in Shifting Lenses, the physical elements, 
the mediatised forms, the audience and the performative elements, there are bound 
to be multilayered responses and many levels of information to decode in 
understanding how these elements relate to one another in the performance space. 
In acknowledging this complexity I also acknowledge that these are the grounds for 
experimentation in an interdisciplinary context such as Shifting Lenses. Some of the 
information that returns either via my own experience as the maker of this self-
devised work or via others that I work with, my peers, or from the audience members 
who witness the work will be coherent and structured, however some will inevitably 
be indecipherable or may take some time to become coherent. This information is 
often triangulated from multiple sources so that together it joins to become an 
articulated idea. Some of the knowledge that has emerged may be inconclusive or 
not able to be articulated immediately, taking time to form and may ultimately be 
beyond the scope of this iteration of research.  
 
4.3.3 Analogue v’s Digital (The fracturing of time and body) 
 
Two concepts have been driving forces in my enquiry throughout my studio practice, 
time and body (or movement). In Shifting Lenses I sought to represent the 
fragmented body in ways that allude to digitally manipulated outcomes without 
necessarily relying on any kind of technology to achieve this effect. I wanted distinctly 
separate images and perspectives of the body to collude with one another in the 
space, to speak visually to one another, be compared with one another and 
ultimately to tell their own story in much the same way that Muybridge and Marey’s 
images had so elegantly communicated these ideas. In Shifting Lenses I was 
searching for a kind of analogue minimalism, un-complicated by the technological 
processes that had dominated some of the other areas of my explorations. I began 
experimenting with mirrors as a way of working with an analogue medium but one 
that is also very much concerned with image, reflection, observation and 
representation.  
 
Early in my research into the context of animation history, I was excited by the 
following quote:  
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 “Animation is not the art of drawings that move but the art of 
movements that are drawn; What happens between each frame is 
much more important than what exists on each frame; Animation is 
therefore the art of manipulating the invisible interstices that lie 
between the frames.”      (Furniss, 1998, p. 5) 
 
This idea, that perception can sometimes have more to do with what is unseen, 
rather than what is seen was very interesting. I connected this thinking to the use of 
the camera and frames of visual information. In Section 4 - The Obscured Body 
whilst the movement vocabulary was abstract, there was an understanding that the 
movement that was not seen was connected in a linear sequence with the 
movements that were seen. This suggests to me that the intervals of unseen 
movement where not disruptive enough to drastically interrupt the movement 
sequence in a non-linear way.  
 
     
Figures 38 & 39   Images from Shifting Lenses Performance Installation  
 
 
Rather than be explicit and lead the audience towards an ultimate interpretation, I 
would prefer to present a combination of elements that co-exist in a dialogue with 
one another and establish a place where the body and images can communicate 
experiences within both digital and analogue frameworks. In this space the audience 
are given permission to find a more implicit meaning or resolution in their own 




Chapter 5 – Conclusions and Further Distillation 
 
In this final chapter I will discuss further the findings of my research in relation to their 
value and meaning in current creative contexts and point towards future possible 
areas of research and enquiry in areas of performance, digital, installation and 
technological innovation.  
 
 
5.1   A Future Cohesion of Dance and Technology 
 
In my experience of viewing the live and mediated body there is a point at which 
technology, no matter how carefully considered its use, if not integrated well is at risk 
of becoming an element which is simply there for the ‘sake of it’. I am careful when 
talking about my use of technology in performance not to make empty statements 
about relationships between the human experience and technology that do not 
actually exist or are unclear. I have always thought that if the use of video, digital 
imagery or technology in a live performance context did not value-add to the 
theatrical experience, why should it then exist? As a choreographer and performer 
who engages primarily with the live experience I believe it important to not only 
maintain a clear distinction and recognition of the live but to continue to interrogate its 
relationship with other mediums whilst understanding that our digital futures will 
undoubtedly see a continuation towards the assimilation of the two in ways that are 
currently beyond our comprehension.  
 
I acknowledge that this perspective stems from my position as a movement artist 
driving the creation of my work from a practice based in live theatre making use of 
the digital, from that of an artist working primarily with technology looking to 
incorporate performance. As Gideon Obarzanek explained of his desire to create 
Glow, the technology was not of interest in and of itself. He and his collaborator 
Frieder Weiss saw it simply as a tool for exploring ideas that were of interest. 
(Brannigan, 2014, p. 72) I think herein lies the key. Successful cohesion therefore 
relies not only on integration of the technical and physical aspects themselves, but in 
the broader communicative power that they can employ when brought together to 
achieve a shared creative purpose. 
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5.2  Reconciling the Digital Aesthetic in Movement terms 
 
What we are now witnessing is a transition towards a new kind of technology 
aesthetic, in our attempt at the aestheticisation of every aspect of our lives. 
(Featherstone, 1992) For dance, the impact of media technologies upon existing 
dance languages has the potential to be far reaching and life changing. In my career 
I have taken part in interdisciplinary exploration that has lead to innovative work that 
pushes traditionally accepted notions of established techno-cultural genres. Dance in 
its traditional context may continue to exist as a pure form, whilst hybrid practices will 
forge ahead and break new grounds. (Worrall, 2003) I cannot help but think that 
along with every aspect of our contemporary lives, new and digital technologies are 
stamping their presence on the way we make and present dance, its relationship with 
our bodies, our choreographic languages and at a deep level, our mass aesthetic 
subconscious.  
 
In the making of Shifting Lenses I noticed a marked departure of my movement 
vocabulary from a codified contemporary dance structure into a vocabulary 
influenced by the demands of the technology informed by digital or interactive 
processes. Exploration of these ideas will see future development of vocabularies 
that are significantly more cross-pollinated, ideas such as giving digital material 
kinesthetic treatment; choreographic processes inspiring or informing the process of 
editing digital material and digital media handling techniques being transposed onto 
the body. How these movement languages and bodies of thought inform one another 
will inspire future iterations of this research.   
 
As performers, acquiring the skills and mental acuity in dealing with technological 
processes and the investment in these skill-bases at the expense of others, we could 
establish very different practices than those we are currently engaged in.  Building 
experience in working in such environments takes time and is an accumulative 
collection of practice driven knowledge. These areas of new knowledge are still being 
defined, new languages of communication being formed and currently, they exist at 





5.3 Value of dance artists in external fields  
      and/or as collaborators 
 
My collaborative work with an animator and our use of the motion capture technology 
has opened up new areas of questioning for me.  As a dancer I engage with other 
disciplines from a perspective of embodied thought, movement, stillness, form, 
space, and momentum. As I change my hats to carry out different tasks I am 
operating with this specific knowledge or skill-set and these are of real value in fields 
outside of dance. It is healthy for our industry to think about our creative process as 
dance artists being desirable to industry, science, medicine, philosophy, and design 
for instance. Just as technological applications are broadening, dancers and 
choreographers of the future flourish in technological contexts due to their innate 
understanding of movement.  
 
Dancers are sites of potential for embracing interdisciplinary and physically embodied 
technological approaches. I find myself asking; Do dance artists have a natural 
aptitude for these allied digital, technological, cinematic or site-specific based 
processes?  Dancers and choreographers seem especially well equipped to employ 
intuitive responses to capturing, recording, embodying, editing, projecting and 
manipulating the visual presentation of digital material. (That is at least, if the 
opportunity is sought to develop extra skills in these areas). It may be that our 
physical training or kinesthetic awareness is such that we are easily able to adapt 
transferable skills into a new realm where visual-spatial, kinesthetic and embodied 
knowledge is prioritised. 
 
5.4 Technology and Meaning - Innovation Through Integration 
 
Technology as a medium is a relatively new concept and when introduced into 
contemporary performance contexts, it attempts to assimilate into a long established 
tradition of theatrical meaning-making. Technology however is often at risk of 
becoming an act of technical wizardry, devoid of a language that speaks to our 
notions of communication of meaning in performance. What often occurs is that 
digital projections become sets of electronic wallpapers or backdrops to moving 
bodies with little correlation to one another other than the purely visual. If we are to 
avoid relationships between dance and technology that are devoid of substance we 
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must begin to invest in experimentation with the marriage of the live body and the 
digital image in new and innovative ways.  
 
The German word ‘Gesamtkunstwerk’ for which there is no equivalent English 
translation, could be a useful reminder in this context, that a complete or cohesive 
work of art is universal in its communication and comprehensive in its marriage of 
elements. My aim in creating Shifting Lenses was to set up an environment where an 
interaction between multiple elements could be revealed. Rather than relying on the 
spectacle of technological content to win over dramatic effects I suggest that we 
need to begin to question and experiment with notions of creating whole and 
cohesive performance experiences.  
 
5.5 Future Directions – Technological Change  
      and Experimental Performance 
 
Even in the short space of a few years since I began my research the technologies 
that I have experienced in relation to my research have developed rapidly, and in 
some cases have now become redundant due to new generations of software and 
new systems surpassing older ones. For example the X-sens motion capture system 
which in 2012 was considered state-of-the-art is now becoming eclipsed by new 
markerless facial motion capture systems that will model the expression and 
movement of an actor’s face onto a digital avatar in real-time. (Refer to appendix 14 
for video example). We must take into account the speed and trajectories of these 
developments and capitalise on the emergence of each new technology and the 
potential that it represents within performative contexts.   
 
Working with technologies will transform our artforms in ways that we cannot 
presently imagine and it is my belief that what we currently consider as immersive 
and experiential is only the tip of the iceberg in terms of the transformative potential 
of experimental theatre. My intention is to continue making significant contributions 
through my practice to experiential performance innovations at the intersection of 






Appendix 1: Video of Shifting Lenses Solo  
     Performance Installation 
      http://elisemay.com/shiftinglenses/ 
 
Or:       Youtube video (full length) https://youtu.be/T2AQOz2vcS4 
      Youtube video: (Excerpts)  https://youtu.be/3b1bMQ4dIL8 
 
Appendix 2:  Examples of Chronophotographic Influences on 
       Contemporary Moving Images and Animation 
 
McLaren – Pas De Deux  
 
Figure 40 Image from Pas de Deux by Norman McLaren (1968) 
 
A film by Canadian film maker Mc Laren – 1968  An ethereal dance film of a Pas de 
Deux choreographic work, using an optical printer to “…replicate the image, making 
the dancers move ahead and behind themselves, their movements slurring and 
blurring as they find their way between held still poses”. (Hoile, 2012)   
Video example:  https://youtu.be/H-uwuH_Qix4  
 
Visual Artist/Photographer – PJ Reptilehouse 
 
Figure 41 Photography of PJ Reptilehouse 
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Art photography of beautiful, ethereal images of the human body (mostly nudes) in 
various states of motion creating interesting shapes and patterns with a ghost-like, 
transparent quality. The artist uses hand held and stationary camera techniques as 
well as self-devised motorised moving camera mounts.  (Reptilehouse, 2015) 
Examples:   http://pjreptilehouse.com/gallery-one  
 
Time lapse (Stop motion) photography: 
 
Figure 42  Time lapse Photography by John Nash Ott 
 
This is a technique where images of a subject are taken at regular intervals. These 
intervals of time can vary from less than a second, to many hours or days. When 
played back, the overall time is sped up generating a sense of movement that either 
can not be detected by the human eye, or has been artificially set up to suggest the 
sequential movement of an inanimate object, person or environment.  (Gasek, 2012)  
Video Example:  https://youtu.be/LjCzPp-MK48  
 
Bullet time – the Matrix. (Timeslice) 
 
Figure 43 Screen shots from Bullet Time and The Matrix  
 
Using a series of cameras firing sequentially around a moving subject, makers of the 
popular Matrix trilogy were able to create the illusion of frozen or extreme slow 
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motion. This created a cinematic effect where normally imperceptible objects such as 
bullets could be seen flying through the air as the audience point of view circles 
around the slowed down action in real time. The overall effect is one of extreme 
transformation of the viewer’s perception of time. (Rehak, 2007) 
Youtube Example: https://youtu.be/bKEcElcTUMk  
 
Australian Dance Photographer - Chris Hertzfeld 
 
 
Figure 44 Image from Proximity by Australian Dance Theatre Photography Chris Herzfeld 
 
 
Using a Mamiya Leaf digital camera system utilisng 1/4000s focal plane shutters, 
Chris Hertzfeld captures images of dancers range of motion in a series of stunning 
‘stroboscopic’ photographs (Herzfeld, 2015) 
http://www.camlight.com.au/categories/australian-dance-theatre/adt-proximity-2012  
 
Nascent Gary Stewart and Director Gina Czarnecki 
 




An Australian Dance film by choreographer Gary Stewart and  
Director Gina Czarnecki: 
“Raw footage of improvised and choreographed dance is confronted with 
compositional techniques. The dancer’s gestures and bodies, poised and isolated, 
gradually become intertwined, indistinguishable and frenetic”. (ReelDance, 2015) 
 
Vimeo Video: https://vimeo.com/44290948 
Reeldance Moving Image Collection:  
http://www.reeldance.org.au/moving-image-collection/ 
 
Appendix 3:  Akhram Khan’s Desh 
        Vimeo Video: https://vimeo.com/32439594 
 
Appendix 4: Adrien M and Claire B Hakanaï 
       Youtube Video: https://youtu.be/qAYAuJ9dIlE 
       Vimeo Video: https://vimeo.com/49900663 
       Website: http://www.am-cb.net/projets/hakanai/ 
 
Appendix 5:  Gideon Obarzanek’s Glow and Mortal Engine 
         Youtube Glow: https://youtu.be/2AautwIOON8 
         Youtube Mortal Engine: https://youtu.be/sbjOMualLVs  
 
Appendix 6:  Norman McLaren’s Pas de Deux 
        Youtube video:  https://youtu.be/H-uwuH_Qix4  
 
Appendix 7:  En Solitaire An experiemental study of solo  
              movement inspired by Norman McLaren’s  
       Pas de Deux 
        Vimeo Video: https://vimeo.com/52075978  




Appendix 8:  Experiment One: Abstract Animation  
       using Motion Capture 
        Vimeo Video: https://vimeo.com/65520382  
 
Appendix 9: Experiment Two: Abstract Animation  
      using Motion Capture 
       Vimeo Video: https://vimeo.com/59875110 
 
Appendix 10: Contours in Motion 
         Vimeo Video: https://vimeo.com/78791613 
 
Appendix 11: Contours in Motion - With Data Points 
         Vimeo Video: https://vimeo.com/102896298 
 
Appendix 12: Process of Abstraction,  
        Made by Motion Series One 
         Vimeo Video:https://vimeo.com/73104137 
 
Appendix 13: Performance Outcomes and Public Exhibitions 
 
 
The outcomes from the first and second cycles of experimentation; Experiment 1, & 
Experiment 2 where part of a public exhibition at Ignite12! and a postgraduate 
conference called Crossing the Line held at the Queensland University of Technology 
form 31 October to  2 November 2012. 
Some of the early prototypes of Contours in Motion were screened at the Melbourne 
Fringe Festival as part of Digital Creatures 18 September to 6 October 2013 and also 
as part of Ingnite!13 Illuminating Futures at QUT on 3 October 2013.The entire 
creative series was exhibited at the Metro Arts in Brisbane as part of Supascreen 
exhibition of experimental screen works.  
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Appendix 14:  Markerless Facial Motion Capture Demo  
  Youtube Video: https://youtu.be/7bX0qpsLfpE  
 
Appendix 15: Shifting Lenses Audience Feedback Data 
  Selected Responses from Interviews and Focus Group 
  (Audience Member identified by number) 
 
“Interestingly, I found myself observing the people watching. You could see the 
relationship of each person to dance. You could almost see that the closer they were 
to dance in their lives, the more comfortable they were to be in the performance 
space, because it really feels that you are entirely inside the performance space. The 
more distant their relationship to dance, the more uncomfortable they were being 
physically in the same space as you and the more unsure they were of the etiquette.”                
    Audience Member (#1) Shifting Lenses, 2015 
 
“I was fascinated with the idea of the macro picture of what an audience watches, as 
opposed to when you ‘zoom in’ for them. What you did was isolate a part of an area 
that they could see, in a sense using space to zoom… we then are just completely 
aware of a part of the body that if we saw all of you, we may not ever have focused 
on so intently… and so we get this sense of a really drawn focus”.   
    Audience Feedback (#1) Shifting Lenses 2015 
 
“It was exciting and intriguing and you’re on tenterhooks thinking… what’s going to 
happen next? A whole lot of questions passed though my head.  What am I 
supposed to do here? Am I in the way? Will I disturb the performance if I move? I 
was also really aware of everyone else in the performance space”.  
     Audience Member (#2) Shifting Lenses, 2015 
 
“It was more like an observation than a performance. We came in [into the space] 
and you [the performer] were already in it, and there were already things happening. 
It was kind of like a zoo, with the animals already there and they’re all doing their 
thing - But there is a tentativeness because even in a zoo you still have the ‘fourth 
wall’, but here there’s not.”  
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     Audience Member (#3) Shifting Lenses, 2015 
 
“I watched the screen most of the time, but it wouldn’t have been as interesting if I 
didn’t understand that it was all happening because of what you were doing.”  
     Audience feedback(#3)  Shifting Lenses 2015 
 
“There’s a heightened connection that we have [as viewer] between you as the 
mover and what is happening on the screen. We are aware of what you are doing, 
but we want to know what kind of effect that will have on the image”.  
    Audience feedback (#3)  Shifting Lenses 2015 
 
“There’s a nervousness that has to do with expectation. We expect you to know what 
you’re going to do [as performer]. You obviously have a set plan that we are not 
aware of, so you know more than us. You’re privy to more than we are, and that 
creates a bit of nervousness”.  
     Audience Member (#3) Shifting Lenses, 2015 
 
“It allowed you the choice of what you would like to watch or the perspective that you 
would like to choose to view things. Rather than just being seated in the chair and 
looking through the ‘fourth wall’, you could choose where you want to view this from, 
and change mid-show”. 
    Audience Feedback (#4) Shifting Lenses, 2015 
 
 “You felt a part of the performance, rather than looking in. You felt like you 
were part of the atmosphere” 
    Audience Feedback (#5) Shifting Lenses, 2015 
 
“I think it [the visual imagery] started to take over you a little bit, only because I 
became mesmerised by what the image was and how it was changing. My eyes were 
drawn to watching it move. My eyes kept coming back to you though, to make sure I 
hadn’t missed anything”.  
     Audience feedback (#5) Shifting Lenses 2015 
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“I think it [the visual imagery] started to take over you a little bit, only because I 
became mesmerised by what the image was and how it was changing. My eyes were 
drawn to watching it move. My eyes kept coming back to you though, to make sure I 
hadn’t missed anything”.  
     Audience feedback (#5) Shifting Lenses 2015 
 
“It didn’t really feel like a performance to me, I felt more in it, and it made me feel 
more comfortable than if I were just watching a performance. At the same time it felt 
heightened though, I was also really aware of everyone else’s reactions and what 
they were doing, as well as watching you [the performer]”. 
              Audience Member (#6) Shifting Lenses, 2015 
 
 “When it [the projected image] first appears as a grid, it only starts changing when 
you start moving. For example, you perform a movement, and the projection starts 
following. In the viewer’s mind as soon as the audience see’s that connection even in 
a finite form, it stays there, it’s there forever, a bit like planting a seed”.   
     Audience feedback (#7) Shifting Lenses 2015 
 
“I was more interested in the performer first, over the screen content. I’m not sure if 
that is because I deal with screen content all the time and I am able to ignore it at will, 
but I was definitely more interested in your performance”  
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